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SUMMARY 


One of Komitas's papers reads: “Тһеге are ten Sarakan hymn tunes: eight 
jayn and two steti... The total number of main Sarakan tunes and their subdivi- 
sions is fourty...’. Taking Komitas's remark as starting point, I have tried to 
reveal the meaning of his terms ‘main tune’ and ‘subdivision’ and to find ош 
the real number of different tunes (or, to put it more scientifically, melodic 
models) represented in Sarakan. According to the established view, the whole 
body of Sarakan hymns is divided among eight principal models (echoi, jayn), 
each of them having its 'satellites' known as darjvack' and steghi. The number 
of various darjvack' models represented in the classical manual of М. T‘aščean 
is 9, while the number of steti is 3; hence, the total number of melodic models 
(8+9+3=20) is considerably inferior to that indicated by Komitas. The sys- 
tematization of models in Т“а5беап/8 book was based on their scales and the 
positions of their functional tones (1. e., those tones which, in terms of the West- 
ern church music theory, are equivalent to repercussa, confinalis, and finalis). 
To grade the Sarakan tunes in a more minute manner, I have introduced such 
additional criteria as characteristic melodic turns, versification of verbal texts, 
and distinctive xaz (neumatic) patterns. Taking into consideration all these crite- 
ria, I have distinguished at least 32 ‘subdivisions’ within the eight principal есһоі; 
there are also four tunes whose positions within the whole system of echoi seem 
to be rather unclear. Hence, the number of the revealed melodic models fluctuates 
between 40 and 44, i. e. virtually coincides with that mentioned in Komitas's 


paper. 


One of Komitas's papers reads: ‘There are ten Sarakan hymn tunes: 
eight /ауп (echoi) and two steti (&branchy' tunes)... The total number of 
main Sarakan tunes and their subdivisions is fourty...”! 

Komitas, however, did not elaborate on this 1dea 1n his theoretical writ- 
ings. The music theorists of further generations, too, did not pay much 


' Komitas, 1941, p. 111. 
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attention to the problem of systematization of Sarakan tunes and their 
variants?. Taking Komitas’s remark as starting point, ГИ try to elucidate 
the meaning of the terms introduced by him — ‘main Sarakan tunes’ 
and 'subdivisions' (of tunes) — and to find out the real number of tunes 
and subdivisions used in Saraknoc*. 

The theory of ut'-jayn (octoechos=eight-mode) Бу М. Т“а5Сеап and other 
19% century scholars focused on scale characteristics of echoi (modes) — 
eight principal and several supplementary (darjvack' and steti), attached 
to the principal ones. In Т“а5беап 5 book, the scales of eight echoi, nine 
darjvack', and three steti are presented; for each item, functional tones 
(1. e. those tones which, in terms of Western church chant theory, are 
equivalent to repercussa, confinalis, and finalis) are positioned. The num- 
ber of items constituting the system of Sarakan tunes is twenty (8 4-9-- 3). 
It is well known, however, that the 1dea of echos 1s not restricted to scale; 
it implies a certain system of melodic turns (formulae) that pass from one 
tune to another constituting the chant's building material, as it \еге“. It 
сап be assumed that at least some of the ‘subdivisions’ in Saraknoc* are 
such tunes whose scales coincide with those of the ‘main tunes’, though 
their melodic content (in terms of formulae) is more or less atypical. 

Among the criteria of differentiation between ‘main tunes’ and 'subdivi- 
sions’, the xaz design of particular Sarakan hymns also is of certain impor- 
tance. It can be assumed that the tunes consisting of typical (standard) 
formulae have similarly standard xaz texture, while the atypical melodic 
turns in the ‘subdivisions’ are outlined by means of specific xaz signs or 
sign combinations. For the most part, the hymns of every echos are char- 
acterized by a rather simple xaz design, with a collection of signs confined 
to šešt, but’, p'us, sometimes also хипё and cunk or olorak (all these 
signs, in terms of duration, correspond to one rhythmic unit, condition- 
ally 1/4) and several signs whose duration, in the majority of contexts, 
is two rhythmic units (2/4) — erkar, paroyk, zark, sometimes also ver- 
naxat, nerk‘naxat, t'ur, sur, and some others. The table of main xaz signs 
is given at the end of this article as its supplement. In such examples of 
standard хат texture the percentage of ‘longer’ (conditionally 2/4) signs 
is considerably lower than the percentage of 'shorter' (1/4) ones. Further, 
some of the syllables in such examples are xaz-less (their duration 15 


2 Tntesean’s concise essay still remains one of the most valuable attempts in this area: 
Tntesean, 1933a, p. 64-71. 

> T‘aSéean, 1874, p. 24-44. Cf. also: At‘ayan, 1959, p. 161-165. 

4 СЕ, in particular: Тагмизян, c. 177, 186. Cf. also my writing on the subject: Акопян, 
2001. 
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also 1/4), while combinations of two or more signs above a single syllable, 
as well as sequences 2/4 signs above of two or more consecutive syllables 
are uncommon (or occur mainly in the ‘decorated’ closing passages of 
stanzas); the configuration of melodic turns, in general, faithfully reflects 
the syntactic structure of sentence. The latter, irrespective of the number 
of syllables and stresses, usually consists of two relatively finished syntac- 
tical units (conditionally hemistichs) whose last words bear the sentence's 
chief semantic accents (‘group stresses'?). It is just around these accents 
that the stable melodic turns (formulae) are formed. The formula at the 
end of the first “hemistich’, as a rule, is sung higher than the formula that 
closes the sentence as a whole; the final notes of both formulae — 1. e., 
the notes bearing the group stresses of the hemistichs — function as the 
melodic scale's high and low basic tones. The beginning of a stanza (and 
sometimes also of single sentences or hemistichs) is often characterized 
by ascending melodic movement towards the first accented syllable. The 
stanza's ending (refrain), in contrast to its previous sentences, usually 
does not divide into hemistichs; the concluding formula of the stanza, as 
a rule, is longer and more 'decorated' than the rest. The formulae and the 
passages between them may get longer or shorter depending on the length 
of the text; all such variations are subject to strict rules". As was men- 
tioned above, in terms of quantity such ‘strict style’ tunes predominate 
in all the eight echoi. As a typical example, let us cite the following tune 
of the 214 ‘side’ echos (В kotm) with xaz signs’. 





An-e-tin e-leal таға teseal zar - manayr margaren; ew hetiwseal be-we-rok' 





zmarminn 1 xa-c'in ner-gor-ceal i тё er - Кис ken-da - пеас. 


? On the duration of xaz signs, cf.: Tntesean, 1933a, p. 12-33. 

$ On the structure of the Sarakan verse, cf. my article: Hakobian, 1993. 

7 Cf. my article: Акопян, 1985, 2. 

8 The source of the piece (notated іп Н. Limonéean’s system) is: T'a&cean, 1875, 
р. 1046. The chant's xaz image, canonized around the 13" century, is reproduced in count- 
less manuscript and printed sources. The Limonéean notation, let alone the transcription 
from it to the modern staff notation, are inevitably simplified and approximate: they do 
not allow for subtle rhythmic deviations and the multitude of intervals that do not conform 
to the equally tempered system of European music. 
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In this music example, as well as іп the subsequent ones, the text's 
major syntactic units — sentences — are separated by continuous vertical 
line, while units of lesser rank (hemistichs) — by dotted vertical lines; 
the stable formulae are enclosed in square brackets. Passing from one tune 
to another, such formulae make up the basic ‘fabric’ of the given echos. 
То be sure, they can vary. For instance, the opening с-с-/ formula appears 
when the text's first two syllables are unstressed (the stress on the third 
syllable is naturally emphasized by means of ascending leap). If the num- 
ber of unstressed syllables at the text's beginning is more than two, the 
formula becomes longer (for instance, b flat-c—-c-f or b flat—c—c—c-f), 
while if the 'anacrusis' is restricted to one syllable, the formula is short 
(с). If the tune is to be performed in slow (canr) tempo, the *frame- 
work’ of formulae can be enriched with appoggiaturas, passing and aux- 
iliary notes. In our example, the hierarchy of echo's basic tones can be 
reduced to the following: in the first two sentences, the high basic tone 
(1. e. the tone bearing the first group stress) is e flat, while the low basic 
tone (the tone bearing the second group stress) is d; the closing tone of 
the whole stanza (c) functions as finalis. This correlation of basic tones 
is not obligatory for all В kofm tunes. In some cases, the high group 
stress falls on d, while the the low one — on c or on b flat; some canr 
tunes can end on о. АП such divergences, however, have but a secondary 
influence upon B kotm’s general characteristic and are not reflected in the 
xaz sources, 1. e. remain in the limits of the ‘main’ echos (in Komitas’s 
terminology). 

The same model of melodic configuration, reasonably strictly follow- 
ing the text’s syntactic structure, is valid for the Sarakan hymns quoted 
in music example 2. They represent the remaining seven ‘main’ есһоі: 
ІЗ (A jayn), 1* ‘side’ (А kotm), 274 (В jayn), 3" (С jayn), 34 ‘side’ (С kotm), 
4% (Р jayn), and 4" ‘side’ (D Кот). Obviously, their principal structural 
characteristics — such as the alternation of high and low group stresses, 
the upward movement in the opening formulae, the sparsity of ‘longer’ 
syllables, and the simplicity of the xaz design — are the same as in the 
В коїт piece quoted earlier, irrespective of the differences between var- 
ious echoi as regards their scales. 

Such a structural uniformity of ‘main’ tunes is conditioned by the 
medieval art's essentially canonic nature, precluding any manifestation 
of author's initiative. Ut'-jayn's stable formulae, related to the archaic, 


? Т‘а5беап, 1875, р. 917, 480, 394, 408, 952, 378, 93. Some of the tunes are quoted in 
somewhat simplified form, with reduced ornamentation. 
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high and low group stress-based versification, appear as the medieval 
sacred hymnody’s canonic foundation. The xaz system, whose signs indi- 
cate the duration of syllables, the general contour of melodic develop- 
ment, and, perhaps, some minor nuances, assisted the medieval performer 
in adjusting these obligatory formulae — which, obviously, had to 
be memorized — to the syntactic and prosodic structure of each indi- 
vidual text (in this respect the xaz system did not differ from any other 
neumatic system; hence the far-fetchedness of any modern attempt of 
‘deciphering’ the xaz signs). The melodic substance of the ‘main’ echoi 
is largely limited to the formulae shown in music examples 1 and 2 and 
to their shortened and extended variants. Some diversity is feasible 
mainly in the slowly (canr) sung tunes due to textural variations (break- 
ing up of rhythmic units, grace notes, passing and auxiliary notes). 
Such a simple and uniform pattern, naturally, implies a similarly simple 
xaz design. 





Ork' гап -jins | iwr-eanc' hayr kez n - ca - уе - ст 





Y Е А Я - 
I - jer yerknic' or - di As - tu-coy ew marm-na - сағ i sr-boy ku-sen; 





or an - mek-ne-lid es i ho - re, о - tor - mea. 
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2 (continued) 

















ba - re -xo - ви - t'eamb so - са K'ris - tos X - na-yea i  mez. 





ke - na- gor-ceac' z- Жа - za - ros i ҒаҒ- ma - тё. 


2 (continued) 





" = * e * 
an - ma - hic' t'a - ga - worn; orh - nu-t'iwn a - ra - k'o - fin. 


Among the hymns of Saraknoc', however, there are pieces that do not 
conform to these strict rules. Some of these are the darjvack' of the eight 
main echoi. It is not unlikely that in the process of canonization of the 
ut‘-jayn system (in the 13^ century) several more or less untypical tunes, 
deemed to be worthy of retaining in the repertoire, were artificially attached 
to the eight canonic modes in order to keep intact the sacred number 
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eight'?, Some not entirely typical tunes are found also among the hymns 
belonging to *main' echoi. Such tunes, sometimes even showing signs of 
individual authorship, date mainly from the final period of the development 
of Sarakan (12-13% centuries), when canonical art was being gradually 
replaced by individual creation. Both the darjvack' tunes and the individu- 
alized models within the main echoi have specific xaz designs, obviuosly 
reflecting their disparity with the rules of the ‘strict’ version of ut‘-jayn. 

Now let us single out and describe the ‘subdivisions’ (in Komitas’s 
terms) of the eight main echoi. 

First echos (A /ауп). The tunes of A jayn proper are largely similar to 
the piece shown in music example 2. There are two variants of A jayn 
darjvack', both characterized by the same scale — aeolian, with © as its 
finalis. For convenience, one of the variants can be described as ‘simple’, 
the other as ‘extended’. АП the A jayn darjvack' hymns, in contrast to 
A jayn ones, contain ‘composite’ xaz signs made up of two 2/4 signs, 
mainly paroyk+erkar, vernaxat+sur or t'ur, erkar+sur or t'ur (quite often 
the signs are accompanied with dots). In the ‘simple’ A jayn darjvack' 
tunes, the composite sign falls on the first stressed syllable of the text's 
second sentence, indicating an upward leap towards the scale's apex — 
the note c (it is not unlikely that the dots are attached to such composite 
signs in order to emphasize the increase in intensity related to the voice's 
move to the high register). In music example За!!, the ‘anacrusis’ of the 
second sentence (1. e. the part that precedes the syllable with a composite 
sign) consists of two syllables (‘jay-ne...’); music example ЗЫ? shows 
how the formula for the beginning of the text's second sentence varies as 
the anacrusis is shortened or extended. The obligatory prolongation of 
the first stressed syllable of the text's second sentence is the only struc- 
tural feature distinguishing the ‘simple’ A jayn darjvack' tunes from any 
usual ut'-jayn model. Their first sentences are built according to the rules 
of ‘strict’ ut'-jayn: the opening formula is directed to the first stressed 
syllable in upward movement, high and low group stresses coincide with 
the mode's high and low basic tones (here b flat and о, respectively). The 
part that follows the prolonged syllable, also does not contradict the rules 
of ‘strict’ ut-jayn. Such ‘simple’ A jayn darjvack' tunes occur among 
the Sarakan hymns both older (around 5—11 centuries) and new (12- 
13^ centuries); sometimes they include also the formulae of A jayn proper. 


10 Let us remind that the idea of octoechos was universal for the whole Christian 
world and had its roots in the Old Testament (Ps. 6:1). 

ll T‘aSéean, 1875, p. 373-374. 

12 Ibid., p. 110, 620. 
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The older examples include, in particular, some of the hymns for the Great 
Fast (Pahoc’‘) (traditionally ascribed to Mesrop Ма$ос°), the first half of 
the Orhnut‘iwn to the Raising of Lazarus (ascribed to Sahak Part‘ew), 
and the Mecac'usc'e from the Canon to the 8" day of Christmas (ascribed 
to Movses Хогепаса). On these are modeled the newer hymns, for instance 
the Harc‘, the Oformea and the Ter yerknic' from the Canon to Apokreos 
(Bun Barekendan) (Nerses Snorhali). As regards the Mecac'usc'e from the 
same Canon (cf. music example 3c'), it represent the ‘extended’ version 
of A jayn darjvack'. Here the natural succession of high and low group 
stresses is reversed: the first sentence’s first “hemistich’ ends with b flat, 
while the second one — with the higher d; the “hemistichs’ of the second 
sentence end with g and b flat, respectively. This means that here the suc- 
cession of high and low group stresses does not perform its usual function 





a 
Ays -ör go-lov і Be-t'a-ni - ау Ко a-me-na-zór hra-ma -  na-wd; 








‘i и 
jay-ne-c'er ta-za-ru, ew do - а - сам mah; d-Zoxk' parte-c'aw, 





И RR v =< 





l - c'oyc'... ew n - tac'-eal... 





Or nt-re-c'ar i skz -ba - ne  an-a-pa-kan Коуз Ма - ri - am; 


oM a oS МЕСА pV RX И ++ 








ar na mist bà = re = хоз - ed ke-cu-c'g-nel 2 - mez. 


в Thid., p. 193. 
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of the most important factor determining the melody's shape; in other 
words, the melodic configuration has become largely independent from 
the phrase's prosody and syntax. This is reflected also in the example's 
dense xaz texture, abounding in ‘longer’ (2/4) signs. The characteristic 
melodic turn of the ‘simple’ A jayn darjvack’, falling on the first syllables 
of the second sentence, occurs also in this ‘extended’ version; in the piece 
shown in example 3c it is indicated by the composite sign double-dotted 
benkorc-erkar. It seems that this version of A jayn darjvack' appeared 
on the late stage of Sarakan’s development, when the traditional norms 
of ut'-jayn were yielding to a relatively free mode of composing melodic 
configurations. Other examples of the same 'extended' model include 
the beginning of the Orhnut‘iwn from the Easter Canon and the Casu 
from the Ascencion Canon (Nerses Lambronac‘i, 12^ century), as well 
as the ‘new’ Ter yerknic' from the Canon to the Deceased (Or ancar 
tnorenut'eamb^). In all probability, from the same period dates also the 
Hambarji attached to the A jayn hymns for the Great Fast (Hambarji 
zac's im ar k‘ez’), whose structure resembles to that of the ‘extended’ 
A jayn darjvack'. 

First ‘side’ (A kotm). As regards А kofm proper, E. Tntesean pointed 
out that it must be classed rather among the darjvack' models, while the 
so-called А kotm darjvack' is actually A Кот, renamed in the 19" cen- 
tury through some misunderstanding". Tntesean’s reasons deserve credit. 
The tunes of А Кори 'darjvack" for the most part comply with the rules 
of ‘strict’ ut^-jayn; in this respect they do not differ from the ‘main’ ver- 
sions of the remaining seven echoi (cf. music example 2, where A kotm 
is represented just by its so-called darjvack'). On the other hand, the 
tunes of A kotm ‘proper’, not unlike those of a number of other darjvack', 
always contain at least several ‘longer’ (2/4) syllables in the middle of the 
text and, accordingly, are characterized by a relatively dense xaz texture. 
Such tunes are very rare among the hymns of older provenance — cf., 
for instance, the Great Fast cycle (ascribed to Mesrop Mastoc*), the 
Harc'k' to the Resurrection (ascribed to Movses Xorenac'i and Anania 
Sirakac'i), the Martyrs (Martirosac‘) cycle and the Old Orhnut‘iwnk‘ to 
the Resurrection (Awag orhnut'iwnk' yarut'ean) (both preserved under 
the name of Step'anos 5іуупес 1): in all these cycles A коїт ‘proper’ is 
replaced by 'darjvack", while other echoi are represented basically by 
their ‘main’ variants (not numerous exceptions do not alter the general 
picture). The seemingly archaic, rather simple specimens of A kotm 
‘proper’ are few and include the Harc' and the Mecac'usc'e from the 





4 Tntesean, 1933a, p. 65-66. 
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Canon to the 1% day of the Transfiguration, ascribed to Anania Sirakac'i 


or Movses Хогепас‘1. As regards more characteristic, rather extended 
examples of А Ко?т ‘proper’, dating exclusively from the late period of 
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the development of Sarakan, their specific structure seems to be directly 
conditioned by the evolution of versification. The point is that around the 
12 century, side by side with the traditional verse based on the alterna- 
tion of hemistichs with random number of syllables, a new versification 
style arose, with predominantly five-syllable second hemistichs. It seems 
likely that this and some other ‘advanced’ forms of versification were 
introduced by Nersés SnorhaliD. The structure of the stable melodic 
formula corresponding to even hemistichs іп the А Кофи hymns (see 
music example 419), implies the five-syllable (or, by way of exception, 
four-syllable — cf. the 3™ stanza’s 1% sentence) size of the phrase. No 
wonder that the vast majority of the A (ойт ‘proper’ hymns аге reputed 
to be works either by Nersés Snorhali or by his followers. 

Second echos (B /ауп). Apart from the *main' tune, there is a distinctive 
variant of В jayn, again related to a verse form introduced by Nerses 
Snorhali — in this case to iambic tetrameter. This form is used in the 
Orhnut'iwn (‘Or azxorhurd k'o galasteand’) from the Canon to the 6" Sun- 
day of Quinquagesima and in the Orhnut'iwn (“Моуп ew naman Hor ew 
Ordwoy’) from the Canon to the 2" day of Pentecost, as well as in the 
hymn to the Seven Hermits Feeding on Grass (Eot'n xotacarakac') by 
Yovhannés Erznkac'i (13^ century), modeled after these examples. For all 
these pieces, the characteristic xaz is benkorc--vernaxat on the last sen- 
tence's first syllable (see music example 5a"). Further, the sources notated 
in both xaz апа Limonéean systems contain some pieces labeled as В jayn 
but in fact having nothing in common with the real 5 jayn. Such pieces are 
rather long and richly decorated, with a complex, dense xaz design. Accord- 
ing to the printed Saraknoc* notated іп Limonéean system they have to be 
sung ‘very slowly’ (yoyZ canr); the tune is unfolding independently of the 
text's prosody and syntax. One of such songs is the well-known hymn to 
the death of St Уаһап Gott nec'i (Zarmanali е inj’), ascribed to his sister 
Xosroviduxt (7^ century). Another is the Hambarji from the Canon to 
St Lewond and his men. In terms of modal scale, both pieces resemble 
G Кот darjvack' (cf. music example 8). On another modal scale, more 
closely resembling that of B jayn proper, is based the hymn to St Suk‘ias 
and his men; its formulae are found also in the second half of the 
Orhnut'iwn from the Canon to the 7^ day of St Cross. Music examples 5b, 
5c and 541% show the first sections of these divergent В jayn hymns. 


5 Cf. my article, Hakobian, 1993. 
6 Т<а<Сеап, 1875, p. 627-628. 

V Ibid., p. 624. 

18 bid., р. 879, 905, 876. 
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B jayn has its darjvack', which is represented in Saraknoc' by few 
examples. Its scale is characterized mainly by the augmented second 
between the 274 and the 374 degrees. The xaz texture is dense, rich іп 
2/4 signs (music example 5е”). 


5 (continued) ү 
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Second (‘Senior’) ‘side’ (B kotm ог Avag kotm). Apart from the ‘main’ 
B kotm shown in music example 1, under the same B kotm label appear 
several other more or less divergent melodic models. One of these is 
related to the poetic metre with seven-syllable hemistichs, found in the 
works by Nersés Snorhali and other authors of the 11-13" centuries. 
This model’s characteristics include the prolongation of each hemistich’s 
second syllable and the absence of c—f upward leap directed to the text’s 
first stressed syllable, typical for B kotm proper. Music examples 6a and 
6b show excerpts by Nerses Snorhali and the 11" century author Sargis 
Ѕеуапес“12 — a ‘decorated’ and a simpler versions of the same model; 
cf. also the Ter yerknic' (‘Аузот atbiwr gitut‘ean’) from the Canon to the 
5th day of Pentecost (by Nersés Snorhali) and the Ter yerknic‘ (‘Ауздг c‘ncan 


19 Thid., p. 94. 
20 Thid., р. 235, 988. 
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erknayink'n') from the Canon to Joachim and Anne (by Yakob Klayec'i, 
13" century). 

Music example бс?! shows another divergent В коїт tune, rich in syl- 
lables of 2/4 duration, with zark+vernaxat xaz succession on the closing 
formula of the second hemistich and vernaxat+benkoré combination 
immediately preceding the stanza's final sentence. This peculiar melodic 
model, in all probability, also appeared on the late stage of Sarakan’s 
development. It occurs among the works by Nersés Snorhali (cf., for 
instance, the Orhnut'iwn from the Canon to the Great Tuesday, ‘Imastun 
kusank‘n’) and his followers (for instance, the Orhnut'iwn from the Canon 
to St Nerses the Great, ‘Or zloys ancar’, by Yovhannes Erznkac'i). With 
a somewhat different xaz design, it is found also in the Old Orhnut'iwnk' 
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to the Resurrection (Awag orhnut'iwnk' yarut'ean) В kotm cycle, namely 
in its *Orhnesc'uk^, *Nayec'aruk^ and ‘Canuc‘er’ sections that are notable 
by their dense xaz texture. These three sections obviously stand out against 
the background of the rest of the cycle, which 15 traditionally ascribed 
to the 8 century author Step‘anos Siwnec'i and has a rather simple xaz 
texture; it is quite possible (though unprovable) that they are of a more 
recent origin. Music example 6422 shows another piece by Nersés Snorhali 
(the Otormea from the Canon to the 374 Sunday of Quinquagesima), con- 
taining several peculiar ‘composite’ xaz signs. As regards the Hambarji by 
an unknown author from the Canon to the Palm Sunday (in all probability, 
this is a later insertion into the cycle ascribed to Sahak Part'ew), the obvi- 
ous discrepancy between the piece's rhythmic structure and xaz design 
— cf. music example 6e” — indicates that the tune is a strongly modified 
version of some earlier model. 


22 Ibid. р. 234. 
2з Ibid., р. 387. 
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The divergent, individualized examples of B kotm, characterized by a 
dense xaz texture, include also the Orhnut'iwn (“Хаё“п kenarar’) from the 
Canon to the 4" day of St Cross. Its author is Grigor Magistros (11 cen- 
tury). Music example 6f?^ shows the hymn's 1* stanza (the next stanzas 
are closer to Snorhali's tune from music example бс). Other B Кот tunes 
that do not fully comply with the rules of ‘strict’ ut^-jayn include the 
Mecac'usc'e “Мауғ lusoy Мапат’ from the Resurrection cycle and the 


24 Ibid., p. 774. 
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Orhnut'iwn from the Canon to the 6 day of St Cross. In terms of modal 
scale and basic tones, all the mentioned examples do not differ from 
В kotm proper. 

Though according to the traditional (Т‘а$беап’$) theory of ut'-jayn, 
В kotm has no darjvack', it seems quite reasonable to consider the tunes 
shown in our music examples 6g and 6h? as B kotm darjvack' in two 
versions. Each version is represented in Saraknoc‘ by a single piece; the 
former one resembles A jayn, while the latter one is fully independent. 
Similarly uncommon is В kotm steti, notable for its richly decorated 
melodic texture. Its two versions’ opening sections are shown in music 
examples 6i and 615. The latter version is the Orhnut‘iwn from the Canon 
to Archangels authored by Nersés Snorhali; he used the same model in 
the *Orhnec'ek' mankunk^ from the Canon to the 274 day of the Trans- 
figuration. The texts of both hymns follow Snorhali’s versification scheme 
with five-syllable even hemistichs, mentioned above in connection with 
A kotm. Here, however, this scheme is not reflected in the structure of 
tune due to the latter’s richly ornamented texture. 
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Third echos (С jayn). Unlike B kotm, С jayn proper is homogeneous. 
The melodic content of С jayn hymns is virtually limited to the same 
standard formulae as in the piece shown in our music example 2. As 
regards G jayn darjvack', its tunes, as a rule, begin іп G jayn proper. 
The change of mode occurs in the middle of the text's first sentence, which 
ends with high d rather than with lower g that is typical for sentence end- 
ings in G jayn proper. The high d note functions here as a peculiar modu- 
lation tone. Thereafter a new mode establishes itself, free from the charac- 
teristic augmented second of G jayn proper, with c as its only basic tone. 
The xaz design of G jayn darjvack' is characterized by the sequence of 
p'us and several šešt signs in the beginning of the text's second sentence, 
i. e. when the change of mode takes place. This xaz sequence seems to 
indicate the gradual movement towards the higher register distinguishing 
G jayn darjvack' from G jayn proper: the p'us sign shows the movement's 
initial point, while each šešt implies a step towards the next degree of the 
scale. The stanzas of G jayn darjvack' hymns are rather long and verbose. 
The earliest example of G jayn darjvack' is, perhaps, *Srbut'iwn srboc" by 
the 10% century author Step'anos Aparanc'i — an excerpt from the Canon 
to the 4" day of St Cross (see music example 727, showing the piece's first 
stanza). The same model was more than once used by Nerses Snorhali (the 
Orhnut'iwn from the Canon to the 4° day of Pentecost, the Тег yerknic' 
from the Canon to Patriarchs, the Mecac'usc'e to St Ephraem, etc.), Hov- 
hannes Erznkac' (the Ter yerknic' from the Canon to St Nerses) and others. 
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27 Ibid., р. 774. 
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Third ‘side’ (“Low echos’) (С kotm or Var jayn). This mode’s main 
feature 1s the lowering of the fourth degree by an interval that is less than 
a semitone, i. e. between c and c flat (in music examples this deflection 
is marked by an oblique line before c — cf. the piece shown in music 
example 2). As regards their melodic content, the G kofm hymns are rather 
homogeneous. Saraknoc' contains not numerous examples of G kotm 
darjvack', whose scale is a peculiar hybrid of G kotm proper (the lowered 
fourth degree) and G jayn proper (the interval of augmented second 
between the second and third degrees); the opening and closing parts of 
stanzas are similar to С Кот, while the С jayn features appear in the 
middle sections. The xaz design of G kotm darjvack' contains composite 
decorative signs — cf. music examples 8a апа 85, 
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Fourth echos (D /ауп). Apart from the ‘main’ version of D jayn, 
widely occurs the echo's ‘subdivision’, whose tune develops somewhat 
independently from the alternation of high and low group stresses. A 
specimen of this subdivision is shown in music example 9a”. The piece's 


28 Thid., р. 549, 951. 
9 Thid., p. 207. 
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first hemistich (Or zorens srbut'ean pahoc"), with the high group stress 
at its last syllable, is built according to the rules of ‘strict’ ut'-jayn. The 
melody's further development, however, 15 relatively free, involving 
numerous syllables of 2/4 duration. Not unlike the ‘extended’ version of 
A jayn darjvack', G jayn darjvack' and some other individualized mod- 
els, this variant of D jayn 16 adapted mainly to rather long poetic texts, 
characterized by rich theological content; such texts became widespread 
especially in the 12/8 and 12% centuries. Many examples of this indi- 
vidualized version of D jayn are known as works by Nersés Snorhali; 
apart from the Orhnut'iwn from the Canon to the 274 Sunday of Quin- 
quagesima quoted in music example 9a, they include the Harc' from the 
Canon to the 5" day of Quinquagesima, the Harc‘ and the Otormea 
from the Canon to the 3'* day of Pentecost, the Harc‘ from the Canon 
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to the Nativity of St John the Baptist, the Orhnut'iwn from the Canon to 
the 274 day of the Transfiguration, the richly ornated and voluminous 
Orhnut'iwn (‘Aysor i katarumn’) from the Canon to the Great Friday, etc. 
The same melodic model was used by other authors of the same period, 
notably by Yakob Klayec‘l (the Harc‘, the Mecac'usc'e, the Oformea, and 
the Casu from the Canon to the Nativity of Virgin Mary), Grigor 
Vkayaser (the Harc' and the Oformea from the Canon to the Annuncia- 
поп), and Yovhannes Erznkac‘i (the Harc‘, the Oformea, and the Mankunk* 
from the Canon to St Nerses the Great). The model's xaz design, natu- 
rally, abounds in 2/4 signs, especially in erkar, t'ur and sur. 
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Among D jayn hymns there are also pieces with composite, ornamen- 
tal xaz signs. Some of them are shown in music examples 9b—e°®. It is 
evident that these pieces share some melodic formulae, i. e. all belong to 
the same subdivision of D jayn. The Canon to the Deceased includes 
another peculiar specimen of D jayn — a hymn of extraordinary length, 
whose poetic text is divided into five-syllable units (with some occasional 
four- or six-syllable ones). The hymn's first stanza is quoted in music 


30 [bid., р. 318 (an excerpt from Great Fast hymns), 1060 (from Awag orhnut'iwnk' 
yarut'ean), 292 (from the Canon to the Forty Martyrs of Sebastia), 722 (the Otormea 
from the Canon to the 3" day of St Cross, ascribed to ASot Bagratuni, 8 century). 
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example 9f?'. Though each unit’s last syllable is prolonged, this is not 
always reflected in the xaz image. АП the odd units are sung on the same 
melodic formula, which clearly differs from the formula for the even 
units; the last syllable of the penultimate unit and the whole last unit are 
additionally prolonged, evidently, due to the natural slowdown at the end 
of the stanza. The hymn's authorship is unknown; as regards versifica- 
tion and melodic structure, it is unique in Saraknoc*. 

D jayn has two darjvack' tunes (true, М. Т“а5Сеап/ 5 list cites three ones, 
but his third D jayn darjvack' virtually does not occur in Saraknoc’). 
D jayn darjvack'-l has the same modal scale as D jayn proper, but 


31 [bid., p. 1010-1011. 
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its finalis is а rather than с. Its xaz image is characterized by the 
erkar * p'at'ut' composite sign above the last syllable of the text's middle 
sentence — cf. music example 9523. The scale of D jayn darjvack -2 
contains such peculiar tones as d flat, e natural and g sharp. All appear 
in the tune's middle section, which consequently becomes somewhat sim- 
ilar to В Кот 'darjvack" and A jayn. The xaz design is notable for several 
double benkoré signs — music example 9h**. Both D jayn darjvack'-1 and 
D jayn darjvack'-2 are found mainly among the works dating from the 
12^ and 13% centuries. 

Fourth ‘side’ (‘Last echos’) (D kotm or Verj jayn). Some of this 
mode's subdivisions, too, are related to versification forms with even 
hemistichs of equal length. Let us underline once more that such forms 
occur mainly among the works by Мегзёз Snorhali and his followers. The 
melodic model shown in music example 10a? corresponds to the versi- 
fication form based on seven-syllable even hemistichs. Here both hemi- 
stichs of constant length (i. e. the second and the fourth ones) are sung 
on the same formula (with minor variations), while the formulae for the 
odd hemistichs are different. In the rest of the same hymn's stanzas, as 
well as in other hymns representing the same subdivision of D kotm, the 
even hemistichs are similarly invariable as regards their melody, while the 
odd ones expand or shrink depending on the number of syllables. The xaz 
design is notable for the p'us—sut-p'us succession at the stanza's begin- 
ning (with the latter p‘us often dotted) and a composite sign containing 
cnkner on the third hemistich's final syllable. Apart from the piece quoted 
in music example 10a — the first half of the Orhnut'iwn from the Canon 
to the 274 day of the Dormition of the Virgin, — the same melodic model 
is used in the Ter yerknic' from the Canon to St Grigor the Illuminator, 
the Оюгтеа from the Canon to the 4'^ day of Pentecost, the Casu from 
the Canon to the Nativity of St John the Baptist, the Mankunk' in mem- 
ory of St Sahak Part'ew (all these examples are by Nerses Snorhali), the 
Otormea from the Easter Canon (Nerses Lambronac‘1) and in some 
other hymns by the authors of the same period, as well as in the famous 
Orhnut'iwn (Xorhurd тес”) from the Canon to the 1* day of Epiphany 
(especially in its 4%, 5 and 6" stanzas)'6. 


32 In another version of notated Saraknoc' (Tntesean, 1933b), the D jayn darjvack‘-1 
tunes end with g. 

33 T'a&cean, 1875, р. 18. 

34 Ibid., p. 40-41. 

35 Ibid., р. 748. 

36 Though traditionally ascribed to Movsés Xorenac‘i, this Orhnut‘iwn seems to be of 
a more recent origin. Cf. my article: Hakobian, 1986, p. 752; Id., 1993. 
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The subdivisions of D kotm related to new versification forms include 
also the tune quoted in music example 10b?". Here all the even hemi- 
stichs, with the exception of the refrain that breaks the regular rhythm, 
consist of six syllables (a minor rhythmic inaccuracy occurs also in the 
second half of the third sentence; the same hymn's further stanzas are 
free from such deviations). Again all the even hemistichs are sung on 
the same stable formula, while all the odd hemistichs are melodically 
different. This subdivision of D kotm, too, belongs to Nerses Snorhali's 
favourite models (the Otormea sections of the Canons to the 274 day of 
the Dormition of the Virgin, to the 24 day of the Transfiguration, and to 
St Lewond and his men). Here the distinctive xaz 1s the combination of 
double but’ and erkar above the refrain's first syllable. 

Nersés Snorhali's more richly decorated subdivisions of D kotm include 
the Orhnut'iwn from the Canon to the Sons of Thunder (music example 
10c?5), The same model is used in the 4", 5" and 6'^ stanzas of the 
Orhnut'iwn from the Canon to the 274 day of the Dormition of the Virgin, 
in the Orhnut‘iwn from the Canon to 72 pupils of Christ, in the Sarakan 
to St Step'annos Ulnec*i. Here the versification is free (though in some 
cases there is a tendency towards five-syllable even hemistichs), the 
distinctive xaz is the combination of erkar and vernaxat above the 
third sentence's first stressed syllable. Another decorated subdivision 
of D kotm was used by the same author in the Harc' from the Canon to 
St Grigor the Illuminator (music example 104°), the Ter yerknic' from 
the Canon to the 3% day of the Transfiguration (music example 10e*°), 
the Harc‘ and Ter yerknic' from the Canon to the 274 day of the Dormi- 
tion of the Virgin, the Harc' from the Canon to St Lewond and his men. 
АП these hymns are rather similar as regards their melodic content and 
xaz design. Some other decorated D kotm tunes are more or less similar 
to D Корп steti (see below). 

D kotm darjvack' is known in three main variants. One of these is the 
famous Orhnut'iwn (‘Anjink‘ nuirealk^) from the Canon to St Hrip'sime 
and her companions, authored by Komitas Alc'ec'i (7% century). Music 
example 10f^' shows the Orhnut'iwn's first stanza. The work is written 
in accentual verse: each hemistich contains two stressed syllables, while 
the number of unstressed syllables is variable (this 1$ the only example 


37 '['a&cean, 1875, p. 752. 
воа. De 330. 
Пиар. 335. 
40 [bid.. р. 730. 
^ Ibid., р. 690. 
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of purely accentual verse in Saraknoc'). The second version of D kotm 
darjvack' is used in the Hambarji from the same Canon to St Hrip'sime 
and her companions, in the Mankunk' from the Canon to St Lewond and 
his men (by Yovhannes Sarkawag Imastaser, 11-12% centuries) and in the 
Orhnut‘iwn from the Canon to St Vardan and his men (Nersés Snorhali). 
These hymns are written in syllabic rather than accentual verse; con- 
sequently, the tune's melodic content is somewhat changed (see music 
example 10g^^. It should be noted that in Yovhannes Sarkawag's exam- 
ples the syllabic verse is still somewhat unsettled: the length of individual 
units varies between six and eight syllables: 


Anaskizban Bann Astuac / or vasan mer hamber тайи, (7-8) 
barnalov azdataknik* / anicic'n а? i тёп], (7+6) 

gerapanc mak'rut'eamb / azmardik veragreac', (6+6) 

xac'akic' iwr ew vakayk' | kamawor mahuambn iwreanc'. (7+7) 
Dimamart golov sarboc'n / and kraparist pastamunsn (7+7) 
erjanik Cakatamartk' | yaytnec'an anpartelik', (7+7) 

zi zAstuac boloric' / tirabar sirec'in, (6+6) 

eakc'in Hor heteweal / stac'an azt'agan parcanac'. (1+8) 

(etc.) 


In Nersés Snorhali's Orhnut‘iwn, the syllabic verse is more ordered, 
though the uniformity of rhythm is occasionally disrupted by six-syllable 
units?^: 


1. Norahras pasakawor / ew zoraglux arak'ineanc', (7+8) 
Varec'ar zinu hogwoyn / атараг anddem mahu, (7+8) 
Vardan k'aj nahatak / or vanec'er azt‘aSnamin, (6+8) 
Vardagoyn areambad Ко | pasakec‘er zeketec‘i. (7+8) 
2. Erknawor t'agaworin / zinu yatt'eal paterazmin, (7+8) 
Xohakan imastut'eamb | xohemac'eal ancarapes, (1+8) 
Xoren xorhardakan / ew canuc'eal anun bari, (6+8) 
Xac'eloyn vakay eteal / hetmamb arean posakec'aw. (7+8) 
3. Rennakan lusov lac'eal / ariac'ealn k‘ajan Artak, (7+8) 
T'at'aweal i karmrut'iwn / bosorayin batxeal atbern, (1+8) 
Zp 'arkakann ampeal zbazak | ew makarteal areambn iwrov, (7+8) 
Dasakc'eal and anmarmnoc‘n / errordut'ean ergel azp‘ars. (7+8) 
(etc.) 


42 Thid., p. 702. 
43 Ibid.. p. 890-891. 
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Such a difference between the works Бу Yovhannes Sarkawag апа 
Nersés Snorhali allows to judge about the progress of the art of versifica- 
tion from the former through the latter. It should be noted also that the 
hymns representing both the first and the second subdivisions of D kotm 
darjvack' are based on the principle of acrostic. The third subdivision of 
D kotm darjvack' 1s similar to the former two ones as regards its melodic 
content, though it corresponds to free (1. e. neither accentual nor syllabic) 
verse and has a more complex xaz design, with peculiar ornamental signs 
— see the Oformea from the Canon to 72 pupils of Christ, whose excerpt 
is shown in music example 10h**; cf. also ‘Vasn p'rkut'ean — a Otormea 
from the Resurrection cycle. Another subdivision of D kotm is a rather 
odd piece with richly decorated xaz design — the Oformea from the 
Canon to the 4 day of Epiphany (music example 10i*°); though formally 
assigned to D kotm, this tune does not differ from С jayn proper. 
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44 Tbid., p. 172. 
55 Ibid.. р. 87. 
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Finally, D kotm has so-called steti subdivisions, which are notable for 
their richly ornamented melodies and equally rich and dense xaz texture. 
A characteristic specimen — the beginning of one of the Oformea hymns 
for the Great Fast — is shown in music example 10j*° (cf. music exam- 
ples 61 and 6j — specimens of В Кот steti, whose melodic and xaz 
texture is similarly rich and dense). 

According to E. Tntesean, there are four D kotm steti tunes*’. The first 
one is represented by "Arak'ealk' Astucoy' (Canon to 72 pupils of Christ), 
'Lusapsakac'n' (Canon to 40 martyrs of Sebastia), *Lerink' amenayn 
aysor с‘псап’ (Canon to the 39 day of the Transfiguration), ‘Or arp‘iahras’ 
(Canon to the Apostles Peter and Paul), ‘Parunakeal’ (Canon to the 8" day 


46 Ibid., p. 366. 
47 Tntesean, 1933a, p. 70-71. 
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Ays - Or nd hres-taks i bar-juns c'n- casc'uk' to - niws; 





i са - gel i- ma-na-li lu- soy ast-ua - cu - tand: orh-nemk' zk'ez 





ed -  kic'-d hor, or e- kir i pr - kel z-ti- e -zers. 





Anjink n-ui-rea - ІК si- royn K'risto- si; erk-na-wor па - ha-takk' 





ew ku-sank' | i-mastunk'; i par-ca - ns jer barjra - c'eal 0 - ne 





тауғ Si - on ds - te - rok'n iw - rovk. 


of St Cross) and some other hymns. Its scale does not differ from that 
of D kotm proper. The second D kotm steti is represented, in particular, 
by ‘Zarhureal dotac'aw' (a Otormea from the Great Fast cycle) and 
'Otormut'eanc' Ба5хоР (an excerpt from the Canon to Prophet Jonah). 
Its scale contains the augmented second between the low d flat and e 
natural, which is peculiar to D kotm darjvack'. The third D kotm steti, 
whose scale is also similar to that of D kotm darjvack', is represented by 
several excerpts of the Canon to Prophet Jonah ((Kanxeal Yovnanu', 
‘Cageal arawot', “Үоупап margarén ), the Mankunk' 'Yisus miacin’ from 
the Canon to the Raising of Lazarus, and the excerpt 'Eraneli surb 
mankunk" from the Canon to the Holy Innocents of Bethlehem. Finally, 
the examples of the fourth D kotm steti include the Mankunk' ‘Or yan- 
stuer' from the Canon to the Sons of Thunder and the Mankunk' ‘От 
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10 (continued) 





^ ,_ Vv wis » v^ f 





е . . . . = ү 
bar-na-lov z-da-ta- knik a- ni-cic'n ar і ménj; ge-ra-panc 





mak'ru - t'eamb z - mardik ve - ragreac'; xa - Са - Мс’ iwr ew у - kayk' 





T ! . = ы” “1! ! 
zn-trealsn ko i skz Ба-пё; a-1a - са - пос so -c'a 





yanskizbn i Ноге” to St John Chrysostom. Some tunes, according to Tnte- 
sean, are hybrids of D kotm steti-3 and D Кот ѕіећ-4. For the most part 
the steti tunes were created by Nersés Snorhali and other masters of the 
same period in the luxuriantly decorative style, whose influence penetrated 
even in the strictly canonical genre of sacred hymnody. Thus, in the 12- 
13" centuries the canonical ut‘-jayn system was gradually losing its rai- 
son d’être as the principal factor of control upon an individual authors’ 
initiative. After the 13^ century no new Sarakan hymns appeared, and the 
further development of sacred songwriting was reduced to non-canonical 
genres. 
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Y Т - : 
Z - k'ez а - fa - сеті! an-s - kzb - na-kic' hor or - di 





or ays - or | па - ха - stet-cin b-nut'eamb і ku - 


uM ~~ Z / ба СИ ~~ 





Жж ж ж 


The review of Sarakan’s echoi and their variants is now сотр1еїе®. It 
allows to judge about the function of the xaz system as the means of ori- 
entation among the multitude of variants: almost every melodic model has 
a xaz design of its own, clearly differentiating it from other subdivisions 
of the same echos or darjvack'. Another important means of discriminat- 
ing between models is versification. Summarizing, let us determine the 
general number of the melodic models used in Saraknoc'. Alongside with 
the eight main tunes we have distinguished thirty two ‘subdivisions’: 


two variants of A /ауп darjvack’; 
А кот ‘proper’, which in fact is А kofm darjvack'; 


48 | have omitted but some odd specimens of minor signification — for instance, the 
3 stanza of the “Уа kanaysn ywtabersn’ piece from the Resurrection cycle. 
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four variants of B /ауп; 

В jayn darjvack’; 

four variants of B kotm; 

two steti of B Коїт; 

С jayn darjvack’; 

G Кот darjvack’; 

three variants of D jayn proper; 
two darjvack' of D jayn; 

four variants of D kotm proper; 
three darjvack' of D kotm; 
four steti of D kotm. 


To this number one can add four other tunes, whose status within the 
system, for some reason or other, is uncertain (see music examples 6e, 
6g, 6h, and 101i). Hence, the general number of models fluctuates between 
forty and forty-four, i. e. agrees with the figure specified by Komitas. 


SUPPLEMENT 


Table of xaz signs 


1/8 


o sut 


2/A 
erkar 
sur 
Pur 
olorak paroyk 


vernaxat 


cunk 


xunc nerk‘naxat 


t‘ast benkoré 
cnkner 


zark 
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HAKOBIAN, L. 
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